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W ell-designed graphics and printing are essential for friends publications.
In our service to both the library and the community, we stress the need
for enlisting the most able and imaginative friends for our endeavors. We
look for friends with knowledge and discrimination in expressing the library's
various programs, services, and purposes. Any publication issued by the
friends should reflect a warmth and grace that will motivate public interest
and response for both the library and the friends. Aldous Huxley has said
that
"good printing can create a valuable spiritual state in the reader," the
very state which we hope will promote increased receptiveness to the various
projects sponsored by the friends.
It is not uncommon for members of a friends organization to spend
weeks or even months in analyzing, planning, and preparing lengthy annual
reports, newsletters, and other publications. The investment is considerable;
resulting publications should not be issued in a banal or unattractive man-
ner. The cost of issuing a fine publication is little more than that of a medi-
ocre one. It is merely a matter of type and graphic design, the selection of
appropriate paper, and the careful use of illustrations. Today, it is practical
for friends groups to produce publications at reasonable costs. Almost all
libraries public, college, school, or university have at their disposal an
offset duplicator, either located in the city, county, school, or college offices,
or available through a local printer. Once the copy has been properly typeset,
an overall design executed, and camera-ready copy prepared, any piece can
be printed attractively on a limited budget.
Let us think briefly about the aesthetics of design in their broadest
aspects and the importance this holds for each of us. Design surrounds us
at every turn. Daily our eyes perceive thousands of objects : buildings, auto-
mobiles, street lamps, desks, chairs, clothing. Some of the most important,
however, are those objects which communicate a message to us: signs, ad-
vertisements, newspapers, books, leaflets, broadsides, annual reports, and
newsletters. These printed pieces can be written and designed to evoke satis-
faction and pleasure to our senses; or they can be executed so thoughtlessly
that they offend our eye and our intelligence.
For background, it is invaluable to examine critically, and to learn to
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take pleasure in, letter forms, books, paper, and binding as seen in examples
of fine bookmaking. The sources of our modern-day standards go back to
ancient Rome. In the excavated Roman ruins at Bath, England, for example,
one can already see fullness and width on the body of letters ; serifs appear at
the beginning and end of almost all of them. These letter forms possess a
grace and beauty in their own right which call for no further embellishment
or decoration
;
each letter stands as a work of art.
During the Renaissance, the Roman ideal was kept alive in the work of
Aldus Manutius, the great Venetian printer and scholar. Aldus was most
careful to place small pieces of spacing material between each of the
capital letters used for chapter headings. This has a distinct purpose: it
makes the roman capital letters more readable since the lead spaces, each
about the width of the letter z, give light value. They keep the letters from
crowding each other and becoming difficult to read. In the text itself, how-
ever, the words are generally set very close to one another. They are not
driven apart by excessive spacing which results in "rivers of light" running
down through the printed page.
The type page itself is well proportioned and properly placed toward
the optical left side of the sheet; the margins are liberal, giving a pleasing
contrast between the text and the page. There is a solid visual feeling in
the mass of type on the page, since each line is closely situated to the other.
The use of very modest spacing between the lines is possible with Latin,
which has few ascender and descender letters in its text matter.
It is equally important to look at the work of John Baskerville, the
eighteenth-century English printer. In the title page of his great Bible of
1763, one sees evidence of his early training as a writing master and stone
carver. The words printed in capital letters are letterspaced : light value has
been added between each letter as well as between each word. Some critics
feel that the letterspacing is excessive, but it does make the words more
legible. Bypassing William Morris, perhaps the best-known figure of the
Crafts Revival, we should look instead to the Doves Press, founded in 1900
by T.J. Cobden-Sanderson and Emery Walker. Unlike Morris, they believed
in the beauty of perfect proportion. They sought neither brilliance nor
magnificence, but rather a lucidity achieved through clean, well-spaced type,
simply arranged. In their approach, ornament and splendor were irrelevant.
To my taste, the Doves Bible represents the greatest work in twentieth-
century fine bookmaking, with its closely set type, classic margins, and clean
beauty of the page. Today we should keep in mind the simple elegance of
their restrained yet richly pleasing work. Equally valuable books to examine
are the works of the Ashendene Press; Updike's Book of Common Prayer,
restrained and warm in its execution; or the Grabhorn Leaves of Grass.
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Recognized as one of the dozen or so greatest books produced in America,
this is one whose text I had never read until I read this edition.
The world of books, however, is but one manifestation of our encounter
with the graphic world. That which surrounds us in our everyday life
the streets and shops which dominate graphic expression in America pre-
sent colors that are garish, letter forms that are mostly sans-serif or that
have serifs of the Egyptian variety from English typographical design. The
letter forms are often distorted
; they shout rather than speak intelligibly and
with clarity. In the typical American automobile row today, even the sales-
men show that they have lost confidence in their signs: they resort to the
use of plastic pennants and pinwheels. Thus, poor graphics and ill-con-
ceived letter forms can be a blight which effectively destroy the unity of our
surroundings, when by rights they should help to enhance it. In contrast,
Ghirardelli Square in San Francisco offers contemporary commercial devel-
opments on the west coast. Formerly a red-brick factory building for the
processing of chocolate, it now houses a complex of small business firms.
The design of its signs and various graphics creates a visual delight. Here one
sees, for instance, sans-serif letters combined on a sign with simple structural
lines, its stiffness softened by a subtle orange border, thus blending elements
of the building; natural woods utilized with a nineteenth-century ornate let-
ter, combining to make a warm and appealing graphic sign ; an old English-
type coffee house signboard utilizing gold-leaf roman letters with fine serifs,
combining dignity and restraint with a touch of elegance; or elsewhere,
Egyptian-style letters distinguished by square serifs, their simplicity adding
grace and beauty to rather bold letter forms, so as to be able to stand by
themselves without embellishment. Here, in sum, one sees letter forms used
with taste and harmony, to add delight to man's everyday ventures.
From such books, and other uses of letter forms, we can understand
some rather broad standards to follow in printing for the friends and for
the library.
First, we should strive for good proportion in the interrelationship of
type, illustrations, and margins. Good proportion does not mean that all
masses of type must be equal, nor that a page must have the same size illus-
trations at the top and at the bottom. Instead, an interesting variation of
shapes and blocks of type is more pleasing.
Symmetry is another principle of design which should be considered.
Most printed pieces fall into one of the two distinct forms of design. In
the classical or traditional type of design, everything is symmetrical and
suggestive of rest. The point of balance is usually in the optical center of
the design. This is found by dividing the area into two vertical halves by
drawing a line down the middle and marking off the optical center at a
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point approximately one-third the distance from the top of the line. The
opposite of symmetrical design is the asymmetrical arrangement, which
places the elements of typography in an off-center arrangement particu-
larly as they relate to the vertical axis of the page. This is often the more
modernistic approach, and must be handled with considerable judgment
and care. Otherwise it will not provide relief from the formal or traditional
balanced approach.
Several words of advice are in order regarding the use of typefaces.
Make an effort to combine no more than two in any one printed page.
Variety can be obtained, instead, through the use of capital letters or small
capitals, capital letters combined with small capitals, and/or italic capitals
and lower case combined with roman upper-case letters. In order to be
effective, type should not shout, but should speak to you in an evenly modu-
lated voice. If you desire a strong statement, use a well-designed type such
as Goudy's Hadriano, Hermann Zapfs Sistina, or others constructed in the
best tradition of fine letter forms. Avoid eccentric or grotesque type, as it
seldom equals the better types and usually lends an unwelcome feeling to any
printed piece. When in doubt, use such standard forms as Janson, Garamond,
Caslon, Times Roman, Palatino, Sabon, Caledonia, Primer, and similar roman
faces. Type should be set, in general, no longer than twelve to fifteen words
per line. Use adequate margins in the gutter, the head, the outer edges, and
the foot. Remember that the printed page should be designed to be held
in the hand, so leave enough room in the outer margins for the thumb to
take hold of the page. Set as much text as possible in roman lower-case let-
ters; try to avoid all capital letters. When a few words are set in all capitals
for a chapter heading, make certain that each word is optically letterspaced
for ease in reading; this must be specified on your copy. Also specify close
spacing between words ; be mindful of rivers of light running down through
your copy. Generally, set your copy in 10- or 12-point type, with two points
of leading between each line. Caledonia is readable in 10-point size set on a
12-point body; 1 1 -point type is even more readable.
When you select a paper, make an effort to utilize an off-white natural
paper which isn't coated (with a glossy surface). A wove-finish, eggshell,
off-white colored paper is most friendly to the type and the eye. When
specifying ink, avoid the temptation to be clever; merely specify a black ink
for your copy. If you wish a decorative effect, use a terra-cotta red for a
single word or heading. If you don't care for the often-used red ink, utilize
a blue softened with a tint of gray.
Finally, avoid the use of office, city, and university seals. They are
usually copied from one another, and are too often uninspired, listless, un-
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imaginative, and difficult to read. Search out other devices, or have an
artist create a logo for your printed work.
Successful use of these several principles of design requires planning,
broken down here into four major steps :
1. Establish the objectives for the printed piece. Your copy will follow
more naturally. Who is the audience and what do you desire to ac-
complish? You shouldn't speak down, and you shouldn't be clever. If one
member of the friends group is blessed with the ability to write lucid prose,
recruit this person to write the copy.
2. Design the publication in a penciled layout of how the final printed piece
will appear. This requires that the copy be "cast off," that is, that the
total number of typed characters be counted off from the manuscript
copy. This total number of typewritten characters should be fitted to the
design as it will appear in printed type. At this stage, the paper, the
size, and the dimensions usually allow for a quarter-inch trim need
to be established, and a dummy prepared.
3. Set the type and gather the illustrations. The type should be specified on
the manuscript copy in the upper right-hand corner, i.e., the name
of the typeface to be used, its size, the leading between the lines, and the
length of the type line in pica measurement.
If your friends group must set its publication on a typewriter, it is
often wise to use an IBM Composer, which gives excellent results for the
investment. One of the better typefaces available is Baskerville. Setting
copy in 11- or 12-point size and then reducing it by 5 percent will sharpen
the copy. Make an effort to keep the copy above 10-point size, however.
If your group desires a quality publication, on the other hand, it is better
to have the type set, either on a linotype machine or by monotype. In
my judgment, a linotype machine produces a more professional appear-
ance. The cost is often less than $14 per page, and this is most reasonable
when one considers the number of copies to be printed from the initial
investment in typesetting.
After the galley proofs are returned, one set will be used to paste up a
dummy. Reproductions of the illustrations are pasted in place. From
this dummy, final adjustments of spacing and even rewording and re-
setting of the copy can be made.
4. The last step is the actual printing process. If the publication is to be
printed on a letterpress, the metal is locked up in the form and printed
directly onto the paper. If offset is utilized, one must obtain reproduc-
tion proofs of the type matter set. This in turn is pasted up into the
exact form as it will be printed. The printer then makes a negative of the
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copy and artwork; from this negative a plate is made which is utilized
on the printing press to print the final work.
It is important for library friends to compete not only with the mass
media, but also with the many other community interests and organiza-
tions issuing printed matter. It is imperative that publications issued by the
friends evoke and stimulate the interest in the organization's activities,
services, and objectives through the appeal of tasteful design. A piece of
printing invariably reflects the philosophy and tone of the source producing
it. Your objective is to speak in so warm, lively, and colorful a style that
even the most jaded patron will see a new awareness of the importance of
the library and its friends. Remember the words of Jan Tschichold :
Perfect typography is certainly the most elusive of all arts. Out of
stiff, unconnected little parts a whole must be shaped which is
alive and convincing as a whole. Sculpture in stone alone comes
near in its obstinacy to perfect typography. For most people it
offers no special aesthetic charm as it is as difficult of access as the
highest music, and in the most favourable cases is merely accepted
with gratitude. The knowledge that he is rendering an anonymous
service to valuable works, and to a small number of optically sensi-
tive people, is as a rule the only reward for the typographer's long
and never-ending apprenticeship.
1
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